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I CALLED IT TRUTH
As of today, I'm feeling more and more that I can't understand theatre. Most of all I can't understand acting. I understand there is a lot of trial and error. I understand that not everything I throw out there is "golden" or "fits the bill". Sometimes my mood or emotion gets in the way of doing things, or my lack of breath hinders me from staying open to what I am hearing. There is always work to be done to improve. For example, I
know that it is important to tell a story. The more specific you can make that story, or the more detail you can add to the build of the story, the juicier it is for the audience. I'm learning that you don't have to do a lot because everything you do on stage matters. It is more important to do something specific as opposed to doing a lot. You must listen and not cloud everything with unintentional movement. You must stay outside of yourself and know that you are enough and you don't have to be what you are not. You are what you are and then you are viewed as the character. When you let things in, the audience doesn't see you, they see the character, but it is you. The action you take to the outside world changes your character. Then, you make the action more specific by exploring different ways to do the action. The attitude you take towards what you are doing and the appropriateness of your action will either result in a comedic nature or a dramatic nature.
For example, Comedy is the inappropriate response of action to the world. Drama is the appropriate response. I know to look for the organic approach by working in the moment.
When something comes out of the moment and is more external to the given circumstances, it is more accepted by those watching it because it is present, and it's more immediate (they don't have to think about it). You want your audience to feel and experience, unless your intention is to get them to think. To get them to experience and not think requires lots of specificity, hard work, and pure blissful fun. These are some of the things I know. There is a lot more that I don't know or have no awareness of at this time.
Right now I can say with an open heart I don't have a process. I don't have a consistent way of working that works for me because I'm still learning. I'm learning what goes on internally and externally with myself. I am finding how to approach acting in a fun way that has depth, clarity, and intention. I'm sure, on some level, I will always feel lost because things are constantly changing. How I experience life is constantly changing.
My perception of theatre and my attitude towards it, are constantly changing. My focus constantly changes, sometimes by choice, and, a lot of the time, not by choice. I have a tendency to over complicate ideas at times. I get analytical which can be helpful, but, for the practicality of acting, it hinders me from expressing and finding the truth in a responsive way rather than an analytical thoughtful way. I have ways to escape that pattern, and that is what I will be discovering and explaining as I lay out the beginnings of my process.
I believe that theatre is life in a short 2 hours. My journey so far has been full of many twists and turns. I pretty much find a new discovery every day of my life that I can apply to my acting. If I took 5 minutes a day to write down that thing or things I discover I'd come up with 10 or 20 exciting new things on a daily basis. I had an opportunity to focus on doing that for 3 years. I learned my lesson, that to write what I am learning and actively staying attentive to it is the most essential part of being an actor. It is the only way I can make myself better. Acting is not hard and at the same time is the hardest thing you could ever choose to do. You work on one thing and then you work on another.
There are two sides to every part of anything you will ever learn in your attempt to learn how to act. These two sides, or poles, are open ended. They stretch and pull you from side to side. They make you want to quit and then inspire you all over again. The two poles have many different names. Between those two poles is where you are, and you are infinity. You can never ever stick to one side or the other for too long, but you have to reach for both. Sometimes you have to let go of one to pick yourself up, but then you have to reach again to find it. Without the poles there is no conflict, and so, without the poles there is no drama. I will give the poles names-they are form and content. They are you and the character. They are night and day. They are opposites. When it comes down to it acting is all about practice. The only thing you can do is do it over and over again.
You push to find something new that you can keep or discard. Along the way you find things you are good at and things you are not so good at, in fact, things you are terrible at.
Acting is the trials of life and death and the journey you take. You try to make yourself better where you are weak and continue to capitalize on your strengths.
WITHIN REASON
Given circumstances are who, what, when, where, and why of a play. They are the base foundation of what is needed to play on stage. If I have them, there are many things to play. I will never be able to be bored with the given circumstances. One part of the given circumstances can make three more pop up, giving me four things to play with. They help to make choices. If a choice is made and is not part of the given circumstances, then I cannot tell which play I am in. The story will make less sense than it could.
The given circumstances ground everything that is in the play. What do I mean by grounding? A solidification of reality, what makes sense, a deepening of truth, and a reason for being there is what grounded means. They go hand and hand with imagination.
They are the story. Using them in my work is how I make things specific. If I don't know what they are it's difficult to know what to do. They tell me what to do. They give the freedom to play. I almost don't have to worry about anything after I figure them out and play around with them. They give me a guideline to follow. I can make more decisions about how they can be played. I can use my imagination to get a deeper sense of them.
When it comes down to it, given circumstances are the most essential to the process of doing a production. This is strange because I never thought that before. I thought they tied me down. That's because I didn't want to give over to them. They Continuing to ask questions can give a lot of nuance to playing on stage. I think it takes time to build a world and so doing it with an active imagination helps. I think a lot of this starts with saying it out loud, then writing it down, and then following with physically walking through the world. I am beginning to understand I need to do this without the words of the text first. Text can be put in later. This takes a lot of time but I think it's just like learning lines. Doing it every day for like an hour and building it slow will make it more impactful. That is building the given circumstances. I think living in the circumstances in an imaginative and tangible way is what needs to happen. The context of the scene is highly important to know. We all live within a contextual world full of stuff. People, objects, architecture, colors, styles, fixtures, and time-the list goes on and on. Fusing these two poles together, the tangible and the imaginative, make acting a never ending roller coaster ride.
A predetermined notion of creativity can lead the actor astray. Basically, if you don't pay attention to the circumstances given, it's hard to know what you need to do.
Actors can become insecure with what it means to be creative and start to make things up, but not within the context of what's been given. This can be very clever and even entertaining to watch, but it's not the story written. There are other works that you can do that allow you to create from scratch. Even then there are rules that are in place.
Following the rules allows more specific creativity. However, once you can follow them and practice them enough, you can start to break them. I understand playing the circumstances can be literal and it can be abstract, but it must come from the material. It must come from the structure that exists this allows for more specific discovery. By doing this, I will be experiencing the words rather than just saying them. Then, I go into rehearsal and I don't have to think about the lines. I have a billon ways in which I can play the text.
Then, I enhance the text with adding more breath. I find that breath allows you to speak the text with more ease. This is not to make it sound pretty, but to make sure the audience will hear my words. This takes a lot of practice, and the more I work on voice floor work, the easier this will be, and so it's important to do. I begin to find the consonants and vowels that are hit the most, and this tells me more about how the character will move and speak. Without making a clear choice, this is how I start to play with the text. In the beginning it's better to keep exploring rather than getting stuck with one way of playing. I can always just pick something if need be. What you are about to experience is a lengthy explanation of what I think a good actor is and does and how to go about doing it. It will be explained with many complex ideas, which I myself do not completely understand, and I believe that I will never fully understand them. It will come in parts. First I will say a phrase or idea that I learned then I will explain that Idea or phrase.
I think the ability to feel on your feet makes a good actor-to go with a moment that you haven't investigated before. 
State of play
State of play is like when football players are on the field playing football. They know the given circumstances of the game, and they know their super objective is to win the game. They know that their objective on offence is to reach the end zone and on defense to stop the other team from reaching the end zone. It's all laid out very simple if they want their objective and truly want it. It puts them in a state of play. It heightens everything for them. They see really clearly, they are focused, and they can feel the crowd pushing them forward. Everything is on the line. They are in the state of play. That is what your objective does for you-it puts you in a state of play. It's what drives you through the scene. It's what causes you to get emotional because you believe that you want, that one thing, and will stop at nothing to get it. It turns you on, gets your body fully engaged, and makes you really present because all you can feel is that thing you want. This is how you help yourself become more emotionally available, and choosing an objective within the play can ignite you. This is not intellectual at all. The objective shouldn't be like book work. It should be something that falls in line with the play but also excites the actor. This makes acting really athletic and purely physical with no need for picking and choosing how to say lines. In fact, in mask class, we learned how to be in the state. A neutral state of pure energy where you are full of this energy, but you are just a being with as much energy and momentum as possible without telling a story. If you can harness the energy, then you can pick an objective, and it gets you there faster. So, even if your objective doesn't excite you, you have a way to be full on stage and use other techniques to find specificity.
Relaxation
The actor needs to learn relaxation so they are not tense on stage. Tension can be strength and using it is valuable, but not so much for acting. You need tension, but only to a degree. Most importantly you need to be able to have choice when you are using it and when you are not using it. So I use a variety of techniques to reduce tension on stage.
What is relaxation good for?
1. Safety-the less tense you are, the less likely you are to hurt yourself physically and vocally. Also, I would like to point out the longevity of a career. It might be ok for a novice actor to be tense and do some crazy stunts, or to have one minute of a good performance. However, if you don't relax your muscles and stretch them out, you could injure yourself and not be able to keep doing all your stunts.
Also, having a lot of shows, I'm sure, is much more stressful than just two weekends.
2. The voice and body need to be expressive, and it's harder to release and receive feelings when they are tense. Staying relaxed allows your breath to move freely and express what the character needs expressed in a simple way with more ease than it would be being tense. Give your breath focus and allow it to do what it wants to do. The freer your breath is the freer you are.
It allows for relaxation to occur so that you can ground yourself and be open to
what is happening to you and around you. 
Warm up
Hands down, you have to warm up your muscles, voice, and movement, and recall in your memory the things you train to do. Acting is a sport and so, without a proper warm up you will warm up during the game instead of already being ready for the game. This is important to get you in the spirit of whatever show you are doing. It gets you prepared to play. I find without warming up I try to get logical because logic can compensate for what I am about to do. This is false information. Without warming up and doing it specifically, you give yourself a huge disadvantage. You will do an ok job, maybe. But if you warm up, you are out of the amateur league. You can simply do more than those that do not warm up. You can affect them more because you are on the train not still in your bed dreading going to the station. Warming up helps relieve tension, gets you in the zone, and eliminates all insecurity because you know you're going to do the best you can that day. Plus it just feels good to do, so why keep your body from doing what it needs to do.
Warming up allows you to express your needs with even more need and less effort.
Again, someone may have an awesome performance without doing this but that may be a onetime deal. Warming up allows for consistency and gives you the advantage of going out multiple nights doing this job as simply as drinking water. You don't have to try as hard because the pregame warm up brings you ready-all work is done and you can simply play. It also stretches your abilities past what you can do each time, making you better at doing them.
Senses
Senses, along with your breath, are very powerful tools to use. It's essential to use them because we automatically recognize you as human because we can do those things. The senses allow you to be grounded in truth and allow you to toy around with what's happening in the moment. All lot of the actor's work is training the senses, heightening them so that they become more sensitive to the world around them. Being sensitive to the world means to be open to it. When you are open to it you can work inside of it. In any given play you are working in some kind of world that needs life, and you have to find your way to live inside of that world. The senses allow you to do so. They have memory, so if you trust them, they will do what you need them to do. They are how we experience and so when we experience on stage, the audience experiences with us.
Agenda
This was a tricky subject to me-not having an agenda. I thought the agenda was like the objective, but I was wrong. You don't want an agenda, ever. The theatre is constantly changing and morphing every time you go up to do something. If you have some kind of agenda, some plan or way you want things to go or think they should go, you miss out on opportunities. There are a billion choices to make in a moment, and the more you are open to them the more you can play multiple ones or pick and choice. This takes time to understand and, more importantly, feel out. Tons of practice and risk is required to learn to adapt to new circumstances each night yet tying it in to the circumstances of the play. This has to be done without thought because as soon as you are thinking it's you, you you. The effect of the circumstances has to be released through you and so it's important not to get stuck on one thing or the other. The audience is also a part of the event taking place, so they change everything every time you do the play. You have to feel what they are giving you and give back to them. This cannot be done so easily. There are a lot of things to work with and if you are thinking about working with those things you are not doing it. Thus, it's important not to have an agenda. It will only bog you down, limit the truthful response you can have in the moment, and limit your objective instead of fueling your objective, which would give you purpose in the scene and causing there to be a give and take with you, your partner, and the audience.
Mask work
Legendary mask work-okay, so here is what I have taken from it so far. It may not be right, but oh well. This is as open as I am to it. Mask work taught me this: your body tells a story every day. In mask, we try to find the neutral. The neutral is full of everything. It has the possibility to tell any story. The neutral has potential energy moving throughout all space and filling the room. The way you get to the neutral is by releasing because blocks are where you hold tension, which tells your own story, and when you're playing a character, you need the possibility to drop your tension so it doesn't corrupt the characters tension. The way you do this is with the breath. So with this work I'm starting to learn how to release my body and energy into the space. It is difficult for me to do because I do feel it and it's highly emotional, and it's something I can't possibly understand in a logical sense, which is amazing. In theatre knowing is feeling, so the fact that this work forces me to do that is great. The problem I have is that I lose my breath because I want to hold on to whatever is coming. Well, to get to neutral, I need to do the opposite, so it just takes some time. I need to slow down and just let it come if it wants to come, invite it. It's a storm and it's all kinds of things I am unaware of, but it's good to go into. I even want to. It's just hard to know how still. It's difficult to explain, but I want it to come out but I don't know how it's going to come out, and I'm fine with that. It just won't do it. It's simple to do though, let the breath drop down and wait. Just let it try to go. That's where I am with the neutral. That work though will make me an amazing actor, I can feel it. I haven't begun to use it specifically yet, but I have a taste of it. It opened me up to the space and my body's relationship to the space and what it makes me feel when I make slight adjustment in my body. This says to me I have tapped into something that is ever changing and makes sense in the world of feeling things. The next step is to open my gaze so that I can be affected by things that are farther away, it's how you play with size. Some things I have noticed about that is that it stimulates different feelings. That is the main difference in my body. When I reach my gaze out, it changes the relationship to what I'm feeling. So, I can't yet release it because it's so new and I don't know what it is yet, but I can feel it no matter how small. The bigger it is, the more it messes with how I breathe. I think it is joy but it's so weird that it won't come out. It's probably not just one thing, and it's so new that it shocks me that people live life so differently from me, and yet it's just as amazing. It taught me to limit my movement, but in doing so, the inside must keep moving forward. When you go faster on the outside you have to slow down on the inside. If you go faster on the inside, you have to slow down on the outside-its dynamic opposition. I use this tool to stretch out into space. This changes the size I can be on stage. Dynamic opposition allows for a suspension in time, which can toy with the audience, making your performance dynamic. Grotowski I learned to go and just do it because every time I do it I will find something new. Jams were insane because I saw how much freedom I have to explore on stage. You have a couple of given circumstances without thinking about them but knowing you have to hit those points you find your way to them. Its complete freedom and yet the guidelines allow you to play.
Period styles
Some ground opened for me because it got me thinking about the whole stage as movement and not just my individual self. Also, in terms of seeing how people previously lived and how they live today got me open to the idea that the things I was seeing weren't false, they were just a different way than I am use to, and I have to meet that time period, but from a truthful place. It opened me to the idea of having masks.
They are not lying, that's their truth and we need them based on our circumstance.
Everyone has them, and they are just as truthful, but they reveal something that we want to appear as. In some ways we all use masks every day. We have the things we like to hold on to and play. We love our pain or sorrow. It taught me to use the whole thought instead of the line of text.
CONCLUSION
In conclusion, in my acting, what is going to make me better and grow more is to be honest with myself and release the truth I feel in the moment. It may not always be right but I have to be getting closer to something of substance in doing so. I would like to end with a quote from Konstantin Stanislavsky that I find inspiring and where I would like my work to go. He writes, "It is a mistake to think that artistic freedom means artistic license. That is the freedom of the fool. Who is freest of all? The man who has personally achieved independence, since that is won, not given. Independence that is given does not grant freedom, since that can be very quickly lost. The man who frees himself with no outside help, who is more knowledgeable, more able, is fully self-reliant, and has his own opinions, who is ready for every trial and tribulation that is the man who is truly free. This is the actor who has felt the role better than the writer, analyzed the play better than the critic, studied the play better than the director, since no one else really knows his talent, his inner self, his expressive means, the actor who has developed a virtuoso technique, who has trained his body, voice and face, and who has understood the theory of art, painting, literature and everything else an actor needs to know, he is Role: Dorante-Lead
